If at some later point, instead of doing "history of ideas" [Geistesgeschichte], one were to read the state of the cultural spirit [Geist] off of the sundial of human technology, then the prehistory of the gramophone could take on an importance that might eclipse that of many a famous composer.
-T. W. Adorno (1934) Fresh scholarship has finally begun to displace the longstanding misreading of Adorno in the Anglo-American reception of the Frankfurt School.' Adorno's position on popular culture -most often presented in the context of the polemical exchanges with Walter Benjamin-has generally been characterized as a myopic mandarinism blind to the utopian and progressive dimensions of mass media such as film. This black-and-white juxtaposition of Adorno and Benjamin -while perhaps valuable as a reductive pedagogical device for presenting an historical debate on aesthetics and politics -depends in large measure on somewhat hasty readings of Adorno's essays on popular music and jazz,2 and of the Ezw--52 IVA '"i attempts to read Adorno against the grain have argued that in later essays such as "Transparencies on Film" (1966) even this prejudice--to some degree a function of the Jewish taboo on representation so central to Adorno's aesthetic -is traversed by a recognition of the progressive and critical potential of cinematic montage to transform even photographic mimesis into constellations, i.e., a type of writing, thus acknowledging that cinematic technique is not structurally excluded by its technology.' However, such a redemption of mechanical reproduction by virtue of its status as inscription is not merely a late development in See Adorno, "Transparencies on Film"; Miriam Hansen, "Introduction." OCTOBER Adorno's writing on the cinema, but can already be found in publications from the 1920s. Indeed, it may be that the stakes of Adorno's resistance to film can only be properly understood through a consideration of his remarks on the technology of mechanical reproduction in a field in which he was professionally trained: music. For it is here, in a series of texts on the gramophone, that a rather different, more Benjaminian dimension of Adorno's position on the relation of cultural production and technological reproducibility finds expression. Adorno's serious interest in questions of popular culture and technology was already clearly evident in his -largely overlooked -involvement as a young man with the Musikblaitter des Anbruch, an avant-garde music journal founded in Vienna in 1919 as one of two house periodicals of the music publisher Universal Edition.8 Adorno began contributing to the Musikblatter in 1925, having been introduced, one surmises, by the composer Alban Berg, his teacher at the time and the first of the journal's many editors.9 In 1929, after years as a regular contributor,1' Adorno was invited onto the editorial board of the Musikblatter, joining the two other long-time editors Paul Stefan, a music journalist, and Hans Heinsheimer, the representative of Universal Edition." He immediately pro-8.
The other journal, Pult und Taktstock: Fachzeitschrift fir Dirigenten, was aimed primarily at conductors. Adorno published here as well, submitting essays in the mid-1920s on Bela Bartok, Arnold Schanberg, and on questions of interpretation; see, for example, the texts reprinted in "Musikalische Schriften V-VI," Gesammelte Schriften, vol. 18 (1984) For the Record: Adorno on Music 27 posed a radical reorganization of the journal starting with the very title, which was shortened from Musikblatter des Anbruch to simply Anbruch (since the expressionist literary publication to which it had originally been linked had since ceased to exist). Fortunately, Adorno laid out his new agenda for the Anbrucheffectively a full frontal attack on what he considered to be the reactionary forces in the music world--in a pair of programmatic tracts written at the time.12 Together with the actual development of the journal itself, these polemical texts document in great detail Adorno's early thoughts on the aesthetics and politics of music and, in particular, his conception of popular culture and technology.
Among the many changes Adorno proposed for the Anbruch, there is an adamant call to broaden its scope to include a focus on "light music" [leichte Musik] and kitsch. Anticipating elements of the "culture industry critique" developed together with Horkheimer years later, Adorno already asserted here that "light music" and kitsch are by no means the "collective" art they claim to be, but are rather an ideological surrogate structured by specific class interests. In strictly musical terms kitsch is not at all modern, he argued, but reactionary. However, this did not lead Adorno to dismiss it. On the contrary, he insisted unequivocally on the redemption [Rettung] of kitsch as an object "of the greatest importance." The Anbruch, he suggested, ought to have a special issue and a regular column on the subject.'3 In both, "light music" and kitsch must be defended (against those who would simply dismiss them) and also simultaneously criticized (to counter those who would simply champion them). As Adorno puts it:
In conjunction with sociological analyses there is also an entire field of music--previously denied any serious study whatsoever -which ought to be incorporated into the domain of the Anbruch; namely, the entire realm of "light music," of kitsch, not only jazz but also the European operetta, the hit tune, etc. In doing so, one ought to adopt a very particular kind of approach that ought to be circumscribed in two senses. On the one hand, one must abandon the arrogance character-12. The first of these texts, "Zum Anbruch: Expose," Gesammelte Schriften, vol. 19, pp. 601-2, is dated 1928 and was unpublished. The second text, "Zum Jahrgang 1929 des Anbruch," first appeared as the unsigned lead article in Anbruch 11 (January 1929), pp. If, and was also reprinted in the feuilleton of the Frankfurter Zeitung 73 (January 25, 1929; Erstes Morgenblatt), pp. 1-2. It is now available in Gesammelte Schriften, vol. 19, pp. 605-8.
13.
The third issue of Anbruch, published following Adorno's official appearance on the editorial board in 1929 (vol. 11, no. 3), was in fact entirely devoted to the subject of "light music" with essays on operettas, film music, salon orchestras, and radio by Ernst Bloch, Ernst Krenek, and Kurt Weill, among others. Adorno contributed a text analyzing three popular hit tunes ("Schlageranalysen," Gesammelte Schriften, vol. 18, pp. 778-87). Missing from the issue-and probably never writtenwas an essay on "Musik als Hintergrund" [music as background], which had been proposed by Siegfried Kracauer, one of the nonspecialist contributors Adorno had recommended for the revamped journal (see Gesammelte Schriften, vol. 19, p. 604).
Grooves from a gramophone record, magnified fifty times.
istic of an understanding of 'serious' music which believes it can completely ignore the music which today constitutes the only musical material consumed by the vast majority of all people. Kitsch must be played out and defended against everything that is merely elevated mediocre art, against the now rotten ideals of personality, culture, etc. On the other hand, however, one must not fall prey to the tendency -all too fashionable these days, above all in Berlin -to simply glorify kitsch and consider it the true art of the epoch merely because of its popularity.14 Here Adorno is effectively calling for a reading of kitsch-and indeed of all mass culture--that is sensitive to both its reified and its utopian dimensions.
In a similar vein, Adorno also maintained that the new Anbruch ought to undertake a critical reconsideration of the wide range of technologies currently being employed in the production of both "light" and "serious" music. To this end, he proposed a new rubric entitled "Mechanische Musik" to be devoted exclusively to questions concerning music and machines. Such a column had in fact already been inaugurated in the Musikblitter years earlier by the music critic Hans Heinz Stuckenschmidt, but had fallen into neglect. According to Adorno, this was because Stuckenschmidt had made the mistake of orienting the rubric toward the producers of mechanical music, i.e., the record industry, the gramophone manufacturers, etc., in hopes of attracting revenue from advertising. However, since the industry had its own journals, the Anbruch was hardly appealing as a propaganda vehicle, and the anticipated advertising did not materialize. Instead, Adorno conceived the column--now under the direction of Frank Warschauer -as a critical and pedagogical forum directed towards the consumers, providing them with both technical advice and musicologically knowledgeable criticism of work produced for various new media. Indeed, as is evident from Adorno's unpublished memorandum on the new editorial direction of the journal, the scope of the new rubric was to be very comprehensive:
The section on mechanical music can not have a one-sided focus only on record criticism. Instead, it must also address problems concerning radio and possibly even provide regular reviews of the most important broadcasts of modern music (here too, critique!). Finally it must also discuss all the musical problems of the cinema, that is, both the older forms of film music as well as the newer problems of the sound film.'5
In the later version of his programmatic sketch for the revitalization of the Anbruch, Adorno articulated the socio-philosophical imperatives that motivated this call for a regular focus on the relationship between music and technology. "The purpose of the rubric on mechanical [music]," he writes,
is not merely to trace journalistically a conspicuous trend in current musical life. Rather, it will attempt to shed light on the very meaning of mechanization, will weigh the different tendencies of mechanization against each other and will try to have an influence on the politics of programming [for these mechanical media]. All this grows out of the conviction that the mechanical presentation of music today is of contemporary relevance in a deeper sense than merely being currently available as a new technological means. To put it another way, this position arises out of the conviction that the availability of means corresponds to an availability of consciousness and that the current historical state of the [art] works themselves to a large extent requires them to be presented mechanically. '
In light of this insistence on the importance of technology as an issue for contemporary musical practice of all kinds, it is not entirely surprising that alongside his extensive work on radio,'7 Adorno also chose on a number of occasions to write OCTOBER about the other influential mechanical musical apparatus: the gramophone. Indeed, at the time of Adorno's editorial overhaul of the Musikbliitter, the first of his three articles on the phonograph had already been published in the February 1928 issue of that very journal.
Adorno's earliest essay on the gramophone, a series of paratactical reflections entitled "The Curves of the Needle,"'" ranges widely, speculating on the psychological appeal of the new medium (comparing its allure to the pleasure afforded by the photograph), its ramifications for the experience of music, its potential effect on hearing (such as its threat to the future of absolute pitch), and the sociology of its reception and commercial exploitation. The text begins with the question of how, like photography, the mechanical mediation of the gramophone transforms in various and subtle ways the events it records. "In the aesthetic form of technological reproduction," writes the twenty-five-year-old author, "these objects no longer possess their traditional reality." Clearly the gramophone does alter the dimensions of the live musical event, transforming everything-in a manner similar to radio-into chamber music, i.e. music for domestic environments. However, Adorno immediately points out that it is also an "obedient" and "patient" machine that does not impose itself upon the music it records but rather accommodates itself to it. Indeed, where the essay is nostalgic it is not a pretechnological world that is mourned. Rather, if anything is lamented, it is the decline of certain qualities characteristic of early recordings (and of early photographs as well): "In their early phases, these technologies had the power to penetrate rationally the reigning artistic practice." Contemporary vocal recordings, by contrast, lack the subtlety and authenticity of earlier ones, the records themselves are no longer as durable, and the apparatuses have increasingly sacrificed their former, unabashedly technological appearance for the pretense of bourgeois furniture. All these later developments are ideologically overdetermined, according to Adorno, who argues that they function to mollify the all-too sobering, critical effect of the technology at its inception. Linking the question of the politics of mechanical reproduction to the issue of the 18.
Full bibliographic information can be found in the opening note of each of the three translations of Adorno's essays on the gramophone that follow. Unlike the two later texts, "The Curves of the Needle" was reprinted-almost four decades after its initial publication in Musikbliitter des Anbruch--in a German record journal, Phono: Internationale Schallplatten-Zeitschrift 11 (July/August 1965), pp. 123-24. As Adorno explains in a note appended to this later republication, "The motifs have been retained unchanged and with no attempt to cover up the temporal distance; the author made changes in the language to the extent that he deemed it necessary." While the translation follows this later version-at the insistence of the publisher-the changes made in 1965 are more than just cosmetic. Indeed, a closer comparison of the two versions might well provide an interesting index of the extent to which Adorno's later positions on music technology had changed in the thirty-eight-year interval.
politics of Enlightenment itself, the very first section of the essay closes with a recognition of their shared ambiguity [Zweideutigkeit]:'9
The positive tendency of consolidated technology to present objects themselves in as unadorned a fashion as possible is, however, traversed by the ideological need of the ruling society, which demands subjective reconciliation with these objects. . . . The ambiguity [Zweideutigkeit] of the results of forward-moving technology -which does not tolerate any constraint -confirms the ambiguity of the process of forward-moving rationality as such.
For Adorno, the history of technologies of mechanical reproduction and the history of Reason are both marked by a tension between their progressive potential and a simultaneous threat of appropriation by the forces of reaction.
Adorno's next essay on the gramophone, written under the pseudonym Hektor Rottweiler, was published in 1934 in the notoriously polemical Viennese music journal 23.20 As indicated by its title, "The Form of the Phonograph Record" focuses on the materiality of the medium itself, its thingness [Dinglichkeit], since, as Adorno puts it, "It is not in the play of the gramophone as a surrogate for music but rather in the phonograph record as a thing that its potential significance -and also its aesthetic significance -resides." The essay opens with a philosophical phenomenology of the gramophone record reminiscent of the extraordinary chapter in The Magic Mountain that meticulously describes Hans Castorp's discovery and fascination with the new technology in the sanitorium's salon.21 For Adorno, the most immediately significant feature of the curious black-surfaced objects is that they are "covered with curves, a delicately scribbled, utterly illegible writing, which here and there forms more plastic figures for reasons that remain obscure to the layman upon listening." That is, what is essential about the "form" of the phonograph record is that this spiral is a 19.
It is interesting to note that, as Samuel Weber has pointed out, both Kant and Heidegger also articulate the question of art and technology in terms of a Zweideutigkeit, which Weber translates as equivocation or ambiguity. In Weber's rendering of Heidegger's formulation this reads: "The essence of technics is in an elevated sense ambiguous (zweideutig). Such ambiguity points toward the mystery (Geheimnis) of all 'dismounting' (Entbergung), i.e., OCTOBER trace, which is to say, it is a form of inscription that is nevertheless not readily intelligible.
Pursuing the comparison with photography begun in the previous article, Adorno argues that the record is a faithful reproduction, an "acoustic photograph" intelligible even to the dog listening diligently for his master.22 And yet, like photographic inscription, Adorno adds -in a striking anticipation of the key move in Benjamin's later discussion of the destruction of "aura" -the record does change the status of the acoustic event it captures since "the latter cannot be turned on and repeated at will but is rather bound to its specific place and time." This results in the loss of what Adorno calls-in a more metaphysical than simply physical sense -the "third dimension" of the original work. It is no accident that one speaks of both photographic and gramophonic "plates" (Platte is the German word for "record") since in both cases the term captures the two-dimensionality of a representation -described earlier as "fragile like tablets" -that can be displaced both temporally and physically, and also traded on the market like a commodity. "Records are possessed like photographs" and both, like stamps, were collected in albums in the nineteenth century. Taking up a topos from the earlier essay, Adorno describes all three as "herbaria of artificial life" in which the memories of a vanishing existence and temporality find domestic refuge.
Adorno's response to what is effectively the destruction of the "aura" of the musical event through gramophonic reproduction is not, however, what one would expect. For while he describes phonographic reproduction unambiguously as a reification -Adorno states explicitly that the record makes it possible for the first time to own music as a thing -this reification is not negatively marked. Rather, it is read as the condition of possibility of the transformation of music into text:
There is no doubt that, as music is removed by the phonograph record from the realm of live production and from the imperative of artistic 22 .
The record as an acoustic photograph is, in fact, a figure that even precedes and then follows the invention and early development of the phonograph. As early as 1856 Nadar had the idea of a "daguerreotype acoustique" that would faithfully reproduce sounds. In 1864 he again describes such an apparatus -which he is the first to call a "phonographe" -and the possibilities of "time shifting" that it would afford:
One of these days it will come to pass that someone will present us with the daguerreotype of sound-the phonograph--something like a box within which melodies would be fixed and retained, the way the camera surprises and fixes images. To such effect that a family, I imagine, finding itself prevented from attending the opening of a Forze del destino or an Afrique, or whatever, would only have to delegate one of its members, armed with the phonograph in question, to go there. And upon his return: "How was the overture?" "Like This!" "Too fast?" "There!" "And the quintette?" Your wishes are served. Marvelously. Don't you think the tenor screeches a bit? activity and becomes petrified, it absorbs into itself, in this process of petrification, the very life that would otherwise vanish. The dead art rescues the ephemeral and perishing art as the only one alive. Therein may lie the phonograph record's most profound justification, which can not be impugned by any aesthetic objection to its reification. For this justification reestablishes by the very means of reification an age-old, submerged and yet warranted relationship: that between music and writing.
The notational system for music prior to the invention of the gramophone, Adorno explains, was an arbitrary signifying system, a structured collection of "mere signs." Through the gramophone, however, music liberates itself from the shackles of such notation, from its long subordination to the dictates of marks on paper, and itself becomes writing. But a writing of a very specific sort since this concentric hieroglyph, Adorno points out, "is inseparably committed to the sound that inhabits this and no other acoustic groove." The indexical nature of the inscription produced by mechanical reproduction thus recuperates the unavoidable reification of the acoustic event by transforming it into a "necessary" trace.
Suddenly it becomes clear why Adorno has deemphasized the various features of the musical event which are transformed-for better or for worsethrough mechanical reproduction. When Adorno writes that what is captured on the record is "music deprived of its best dimension" and then immediately adds that this music "is not significantly altered by it," it is evident that this lost dimension is only insignificant because Adorno is concerned with something that is gained in the process: the nonarbitrariness of the acoustic groove produced by the indexical status of the recording. This is why he must insist that the form of the record is "virtually its nonform": it must efface itself in its indexical transcription of the musical event. The constant comparisons with the equally indexical medium of photography serve largely to emphasize this point. Indeed, one could argue that it is Adorno's commitment to the mechanics of indexicality that leads him to argue that the significance of the phonograph is to be sought in the development of the protogramophonic musical machines such as music boxes and player pianos. Why? Because the history of these machines is the genealogy of the indexical inscription of the acoustic. This is confirmed in a series of aphorisms entitled "Drehorgel-Stiicke" [Barrel Organ Pieces] that Adorno published in the Frankfurter Zeitung a few months before the appearance of "The Form of the Phonograph Record.'"23 The significance of the barrel organ, OCTOBER "whose cylinders anticipated those of the phonograph and thereby modernity itself," is to be found entirely in its technology, Adorno writes, that is, in the "cipher [Geheimschrift] of its cylinders whose simple mechanics are already utterly rational." Indeed, he adds, "In the encounter with the barrel organ, one gets a hint of that reconciliation with technology, which one day will be of greater significance than any Luddite attacks, when technology finally regains its proper place."
The importance of the gramophone's indexical trace also clarifies Adorno's otherwise puzzling, repeated denial of the possibility of gramophone-specific music. For while the statement "there has never been any gramophone-specific music" might make sense as an aesthetic judgment, it is simply false as an historical claim. However successful they might have been from a musical point of view, what is described as the first experiments in gramophone-specific composition had already been carried out in 1930 by none less than Paul Hindemith and Ernst Toch at an event entitled "Neue Musik Berlin 1930" at the Hochschule fir Musik. In a note published in the German music journal Melos, Heinrich Burkhard describes these works as follows:
This made-for-phonograph-record-music [Originalschallplattenmusik] was accomplished by superimposing various phonograph recordings and live musical performances, by employing variations in speed, pitch height and acoustic timbre which are not possible in real performance. The result was an original music which can only be recreated by means of the gramophone apparatus.24
Together with Moholy-Nagy's 1923 call for a transformation of the gramophone from a repro-ductive into a pro-ductive technology through the development of a "groove-script alphabet" that would be physically incised onto the record,25 these are, of course, some of the pathbreaking moments in the archeology of the contemporary practices of gramophone-specific music referred to as "scratch" and "mix." From Adorno's perspective, however, both of these directions represent a move away from sustained indexicality; indeed, from the outset, the desire for gramophone-specific music was in fact articulated by its advocates as "an attempt to get away from the phonetically transcribed, photographed music which was originally conceived and written for a different instrument."26
But if Adorno was willing to embrace the inscription produced by the mechanical reproduction of music, why does he seem to refuse to do so when it comes to film (whose photographic signifiers are no less indexical)? It is, one could answer, because the indexical traces of the photograph have the additional semiotic characteristic of iconicity-i.e., a formal surface resemblance which endows them with facile intelligibility. In other words, what distinguishes mechanically reproduced music from mechanically reproduced images is the combination of indexical "necessity" (the record as a motivated, not arbitrary, trace or sign) and unintelligibility (despite their motivation, these "reticent" gramophonic traces are not immediately readable). Music, Adorno writes, is recorded at the price of its immediacy, yet with the hope that, once fixed in this way, it will some day become readable as the "last remaining universal language since the construction of the tower," a language whose determined yet encrypted expressions are contained in each of its "phrases" (emphasis added).
Thus the same dual specificity of the phonograph record that distinguishes it from the cinematic sign also enables Adorno to see in it, for reasons that will become clearer below, an inkling of the "final language of all mankind."
At first glance there is a striking similarity between Adorno's evocation of a post-lapsarian utopia and the universal language topos that accompanied early cinema.27 The parallel logic in what one could call the Esperantist conception of the cinema is evident, for example, in D. W. Griffith's claim in a 1921 interview that "A picture is the universal symbol, and a picture that moves is a universal language. Moving pictures, someone suggests, 'might have saved the situation when the Tower of Babel was built.' "28Just as cinema was heralded as a transparent, unproblematically accessible (because visual) alternative to national lan-26.
Rudolf Sonner, "Die Musikmaschine," Der Auftakt, vol. 9, no. 5 (1931), p. 141 (emphasis added). 27.
As Miriam Hansen has pointed out, this metaphor of universal language, which was "used by journalists, intellectuals, social workers, clergy, producers, and industrial apologists alike . . . drew on a variety of discourses (Enlightenment, nineteenth-century positivism, Protestant millennialism, the Esperanto movement, and the growing advertising industry) and oscillated accordingly between utopian and totalitarian impulses" OCTOBER guages, an analogous discourse of democratization and univocal, natural signs accompanied the prehistory and invention of the phonograph. During the first half of the nineteenth century, phonography-defined in the OED as "a system of phonetic shorthand invented by Isaac Pitman in 1837"--was heralded as a "natural method of writing"'29 and was arduously defended by worker's groups as a means of making writing more widely accessible.30 In the same vein, the "phonautographe," invented by Leon Scott de Martinville in 1857, was an attempt to produce, as the machine's subtitle explained, an "Apparatus for the Self-Registering of the Vibrations of Sound." The resulting "natural stenography" would be, according to the title of Scott's book on the subject, sound writing itself.A3 Illiteracy would thus be eliminated by substituting hearing and speaking for reading and writing. Indeed, one of the most popular uses of the early phonographs -which, one should recall, could both play and record -was acoustic correspondence. The "phono-post" speaking postcards, which one recorded and sent through the mails, made writing superfluous, a fact stressed by At the time of the second gramophone essay, Adorno's thinking was quite marked by Benjamin's work, especially his writings on the theory of language and allegory. Just two years earlier, Adorno had taught an entire seminar on Benjamin's Trauerspiel book at the Frankfurt University.34 The 1934 text, "The Form of the Record," not only quotes from the Trauerspiel book, but also pays a hidden compliment to Benjamin-described as "one of the most important contemporary aesthetic theorists"-for his discovery of the German physicist Johann Wilhelm Ritter's reading of the work of another German physicist, Ernst Florens Friedrich Chladni. For it is here, in the context of the tendency among Romantic poets, philosophers, and even physicists to see nature as hieroglyphic writing, that one must locate Adorno's reading of the cipher of the gramophonic spiral. According to the most general version of this romantic theory, manifest for example in the writings of Herder, all of nature speaks through its form, and the physiognomy of the natural world is cast as language, the "book of nature" that merely awaits correct deciphering. A more restricted variant holds that only those aspects of nature which have a formal feature reminiscent of inscription are to be described as hieroglyphs. Here nature seems to be saying something in a language that the human race can no longer understand, that it has forgotten. But this language is in fact the most ordinary language, the Ur-alphabet in which creation was, as it were, spelled out. Indeed, unlike all subsequent languages, what marks this primordial language is that it does not require any code at all since, here, sign and referent are the same. These hieroglyphs are what they mean. Their unintelligibility today is simply an index of the extent to which the present era has lost touch with that nature.
For the German romantics, there were generally only two ways to reestab- lish contact with this Ur-language: either through the direct, but ephemeral, recreation of that language through poetry, or the more tedious, step-by-step relearning of that alphabet through the scientific exploration of nature. The task of physics was thus to make legible once again the currently unintelligible hieroglyphs of nature. Indeed, for the romantics, the discoveries of contemporary physics seemed to confirm the promising visions of the poets. In 1777-exactly one century prior to invention of the phonograph -Georg Christoph Lichtenberg came across the fact that dust particles formed distinct figures on positively or negatively charged fields: here the mysterious phenomenon of electricity had finally become readable!35 An even more dramatic find of a similar sort -which at the time was nothing less than sensational-was the discovery in 1787 by Chladni of the patterns produced by acoustic waves. Chladni's experiment consisted in spreading quartz dust on various plates that were then made to vibrate. Depending on the rate of the vibration, the sand distributed itself into lines, curves and hyperboles, gathering in those areas that were free of movement. Here, for the first time, one could associate acoustic phenomena to specific graphic figures which, most importantly, were "drawn" by the sounds themselves! These "tone figures" [Klangfiguren] , as Chladni called them, were not arbitrary but were rather in some sort of a "necessary" -indexical -relation to the sounds. In the graphic traces of these "script-like Ur-images of sound," one could see, as Ritter put it, "the notation of that tone which it has written by itself."36
As a visible materialization of a previously phenomenal event the gramophone record is very much like the tone figures. In fact, referring explicitly to Chladni, Adorno insists that contemporary music technology "has, in any case, continued what was begun there: the possibility of inscribing music without it ever having sounded has simultaneously reified it in an even more inhuman manner and also brought it mysteriously closer to the character of writing and language." However, to appreciate the gramophone record in its materiality one must extricate it from its instrumental role as a mere means to rephenomenalize a previous acoustic event. Indeed, if Adorno maintains that its aesthetic significance can only be established by focusing attention on its form, on its status as an object prior to any rephenomenalization, it is because otherwise the record simply recedes behind the phenomenal events it stores and then reproduces. As a thing, however, it is a materialization, a reification which transforms an acoustico-temporal event into a trace. It is, in short, a writing, but a writing, as discussed above, of a special, indexical sort.
Cosubstantial with what it represents, the record does not "mean" the acoustic event but is rather like the proper name of the performance it inscribes. In this regard, the record, like the tone figures, evokes the notion of natural or sacred writing: no longer of the order of signification, this is the form of the divine name. Indeed, it is tempting to read the scene depicted on the pre-Nipper HMV record labels -a cherubic angel inscribing circular traces with a quill -as a figuration of this very claim. The virtually theological character of this interpretation of the record is, however, almost indistinguishable from the tone Adorno employs elsewhere to describe the linguistic specificity of music itself! As a temporally articulated series of sounds, he argues, music is like language. However, compared to referential language [der meinenden Sprache], musical language is of a thoroughly different sort. And it is this difference The Gramophone Company, London. Writing Angel trademark motif. OCTOBER radically past: determinate yet irrevocable. Through the record, performances become historical as allegories. This is already manifest in the very terms gramophone, phonograph, and Klangfiguren: like the traces of sand, the curves of the needle are figures of tones, i.e., materializations (gramme) of phenomenal events (phone-) which allegorize them in the process.39 The gramophone record may in fact be, as Adorno seems to suggest, an allegory of art itself:
The truth-content of art only arises to the extent that the appearance of liveliness has abandoned it; . . . artworks only become "true," fragments of the true language, once life has left them; perhaps even only through their decline and that of art itself.
Just as the gramophone record functioned to confirm Adorno's model of music as language, in the last of the three texts devoted to the gramophonic medium it served to bolster his position on opera. In this article -entitled "Opera and the Long-Playing Record" and published in 1969 (the year of his death) in Der Spiegel -Adorno insists that the effect of phonographic technology on opera is nothing less than "revolutionary" (the pun is his).40 The LP, the text claims, solves the dilemma of contemporary opera which has been forced to compensate for the drastic lack of truly contemporary operatic compositions by employing traditional fare in a series of equally unsatisfying ways: historical settings that are embarrassingly anachronistic; modernized stagings that seem arbitrary if not foolish; and concert versions that simply do not work. "It is at this point," says Adorno, "that the long-playing record makes its appearance like a deus ex machina." Taking up the figure of the record as inscription once again, Adorno insists that it is the LP that "allows for the optimal presentation of music, enabling it to recapture some of the force and intensity that had been worn threadbare in the opera houses. Objectification, that is, a concentration on music as the true object of opera, may be linked to a perception that is comparable to reading, to the immersion in a text."
Here again Adorno privileges the mediated over the "unmediated" performance, arguing that the record is a better vehicle for opera than what he caustically describes as the "supposedly live performances" because it permits repeated audition. Listening to something a number of times, in turn, gives rise to a type of familiarity that is not a trivialization but is rather in the service of critical interrogation. In other words, a recording facilitates a close reading that 39 .
It is interesting to note that Adorno employed Chladni's term as the title of his first collection of essays on music, a series of what one could call "figurations on tones": Klangfiguren: Musikalische Schriften I (Frankfurt a.M.: Suhrkamp Verlag, 1959; now in Gesammelte Schriften, vol. 16). 40.
Indeed, Adorno here goes so far as to acknowledge that the two senses of Technik are both of great consequence for cultural production: "The same historical process, the same human forces of production are at work behind the technological-industrial discoveries and behind the purely artistic ones. That is why the two merge." OCTOBER Opera is only drama and only action to the extent that it is drama and action through music. . . . One ought to do without optical stimuli.41 While the absolute music aesthetic which informs this argument is admittedly not unproblematic, it does make Adorno into a gramophonic enthusiast-to a degree, in fact, which is largely unknown.
The long playing record-as opposed to the short early records that Adorno had called "acoustic daguerreotypes"-now provides a response to the question he had already posed in 1928 regarding the purpose of the gramophone's archival capacity. These LPs enable the music lover to have an acoustic museum at home which -unlike the mausoleum-like opera houses -do not neutralize the recorded works. Rather, as Adorno puts it, "Similar to the fate that Proust ascribed to paintings in museums, these recordings awaken to a second life in the wondrous dialogue with the lonely and perceptive listeners, hibernating for purposes unknown."
In fact, Adorno was quite aware of, and made great use of, at least one of the most important capacities of a gramophonic library: citation. In the introductory note to a collection of essays entitled Der Getreue Korrepetitor (The Faithful Music Coach), Adorno explains that this book-a series of analyses of musical works-was originally supposed to have had an accompanying record, a plan that ultimately proved to be impossible due to copyright problems: "As a result, the author had to be content with the more traditional means of citation using musical notation, a practice which disturbs the textual flow without providing the living sound of the music which is precisely what is needed here."42 Instead, Adorno advises the reader to go out and buy the appropriate records and, to that end, provides a limited discography at the back of the volume.
In his preference for gramophonic citation, Adorno was speaking from experience since all the texts collected in this volume were in fact transcriptions of a remarkable facet of his production: a series of radio shows which he did for the North German radio (NDR). Yes, Adorno was a rather engaged disc-jockey! The concluding essay in the volume, "On the Musical Employment of Radio," reads, in fact, like a theoretical justification of his didactic mass-media practice. 43 To understand what might have led Adorno to an involvement with radio, it is important to remember that, similar to his response to the gramophone, he considered acoustic mediation not only adequate but even superior to live performances: through radio "the technologically mediated [sound] gains a corporeal proximity which the immediacy of the live performance often denies to those 41 
